Now that knowledge of art history is more widely diffused, means of communication more efficient, and traveling exhibitions an accepted part of museum activities, it should be possible to redress the balance a little. And at the outset I should like to spike the guns both of our own chauvinists and of their critics by narrowing the claims to be made for this school.
City Art Gallery, Leeds colors, and in the quantity of their works in the medium. This efflorescence of water color is not paralleled exactly by any other national school, and so the adjective "characteristic" is correctly applied. It is of course totally incorrect to suppose from this that the English "invented" water color: one has only to point to occasional landscapes by Diirer and the works of Dutch water-colorists of the seventeenth and eighteenth centuries to dismiss any such claim. Nevertheless, once the medium had taken firm root in England during the eighteenth century, British artists produced a body of work that in its coherence and significance may be called unique, while certain themes and attitudes, emerging first in water color, had an important bearing on a later and more fully developed Romanticism in oils.
But first of all a word about how this efflorescence came about. Its roots lie partly in the practice of topography, which was itself a typically British preoccupation. Just as portraiture has always been close to our hearts, so the portraiture of places, whether country seats, royal palaces, or whole cities in panorama, has a long history in England. Military topography too played its more utilitarian part in creating a style within which the earlier draughtsmen worked. By the seventeenth century we can point to at least two artists-Wenceslaus Hollar, a Bohemian who settled in England, and his stylistic successor, Francis Place-whose drawings and etchings had an artistic validity independent of the places represented in them, and although their drawings were essentially pen and ink, the works of these two men were not infrequently tinted with water color. During the early eighteenth century, volumes of engravings of English views became very popular-a popularity that continued for more than a hundred years-and in consequence more and more draughtsmen were employed in providing material for the engravers. I 3 V x i8 s inches Whitworth Art Gallery, Manchester velopment of British landscape painting, both in oil and water color, in the eighteenth century. We must also remember that English eighteenth century collectors were no less interested in the realistic Dutch landscapes of the seventeenth century. There had always been a close link between Great Britain and the Netherlands, both economic and artistic, and from the sixteenth century onward our painters often found Thus it was that when water colors, as opposed to pen drawings more or less tinted, came to be made in England in increasing numbers, we find a conflation of Italian idealism and Dutch realism beginning to inform the more native tradition of topography.
In artists and woven into a new and more complex tradition. These two artists, both of them born in I775, were Thomas Girtin and Joseph Mallord William Turner. From an early age each had received orthodox training in the topographical/picturesque style, and before they were twenty years old they were able to produce water 242 colors fully up to the acceptable professional standard. But by that time something else had occurred: they had come within the circle of Dr. Thomas Monro, a well-known mental specialist and art patron whom we can now see as one of the key figures in the development of English water color. Monro was not only himself a by no means negligible amateur draughtsman (rather in the manner of Gainsborough); he was also a passionate admirer of the work of John Robert Cozens, who was his patient.
Cozens was the greatest of a number of English water-colorists whose most significant work was derived from sketches made during periodic trips to the Continent-especially to Italy and Switzerland. Cozens was in fact among the first of these artists to produce recognizable topographical works which were at the same time landscape paintings. His water colors are marked by a harmony of tone and a unity and sense of drama in their composition that set them apart from those of his contemporaries, and indeed justify our calling him the first Romantic landscape painter in England. Unfortunately his career was cut short by insanity during his early forties; after three years under the care of Dr. Monro, he died in I797.
It was apparently Cozens's custom to bring back to England a number of pencil sketches that he had made abroad and to work them up into finished water colors at his leisure. During the period of Cozens's illness, Monro employed Girtin and Turner to work in his house in the evenings, evidently making finished versions of Cozens's sketches for the doctor's collection. According to their own testimony, preserved in the diary of Joseph Farington, a minor landscape painter and Royal Academician, "They went at six and stayed till ten. Girtin drew in outlines and Turner washed in the effects. They were chiefly employed in copying the outlines or unfinished drawings of Cozens, etc., etc., of which copies they made finished drawings. Dr. Monro allowed Turner 3/6 each night. Girtin did not say what he had."
Beyond this brief reference, tantalizingly little is known of the proceedings at what is now known as "The Monro Academy." We must assume however that the "etc., etc." involved the works of other artists, and the fact that Girtin's graphic style has at times close affinities with that of Canaletto, while at others he was to produce variations on themes by Marco Ricci and Piranesi, suggests that these Italian artists at least may have been among them. Nevertheless, Cozens's remains the crucial influence, and if the very existence of Monro and his "Academy" had been forgotten, we should have had to invent some such hypothesis to account for the sudden transformation that came over the work of Girtin and Turner during the few years in question.
In each case it was the transformation of a dry, neat, delicately controlled topography into a broad, expressive, genuinely Romantic land- I790s; what was important was not stylistic or compositional echoes but an increasingly emotional way of looking at and responding to a landscape-the way in which a landscape came to be bathed in a personal mood no less than in a harmonious or dramatic system of lighting. It is because he adumbrated these possibilities in landscape that Cozens had so strong an influence upon the art of the following century; and it is because they realized these possibilities so early in their careers that Girtin and Turner were already nineteenth century artists several years before the century itself was born.
Girtin's development during the last five or six years of his life-he died suddenly in I802 at the age of twenty-seven-was phenomenal. Although only a minority of his drawings are dated or securely datable, modern scholars have been able to establish a chronology for his mature works which, though arguable in detail, is broadly acceptable and shows a consistent enriching of his vision and style. During the last two years of his life he applied his landscape discoveries to the townscapes of London and Paris, and although the precedent of Canaletto has been discerned in these works, they remain convincingly his own and essentially unlike anything that preceded them.
Great artists, and especially those who, like Girtin and Turner, were stylistic innovators, can be studied in two distinct ways: for themselves and their works alone, and for their relevance to their successors. In this respect Girtin and Turner are somewhat different in kind. Tragically short-lived as it was, Girtin's art had an immediate effect on his younger contemporaries and successors. Even before Girtin's death in I802, the youthful John Sell Cotman was developing the lessons he had learned from Girtin's work in a series of water colors as delicate and powerful as any that he was to do in later life. And admittedly minor but influential artists such as John Varley and Copley Fielding were reinforcing the bridgehead that Girtin had made into nineteenth century Romanticism. It is in fact hard to think of any important water-colorists who came to the fore in the first decade or so of the nineteenth century whose style and vision do not owe some essential quality to Girtin: Peter De Wint and David Cox immediately come to mind, and Constable, who was of course by nature and practice a painter in oils, nevertheless acknowledges the same debt in his earlier water colors. 
